limited chronological range, all scholars have cautioned against accepting it as definitive. Bengtsson has noted that the watermarks of the surviving autographs are inconclusive, valid for both decades, while both he and Walin are extremely tentative in formulating a chronological order based upon subjective stylistic criteria.4 The result is simply a postulation of "periods" of compositional activity within the genre: the first (ca. 1730-37) was when Roman wrote two-movement overtures similar to both the Sinfonia da chiesa and French overture, the second (ca. 1737-45, a so-called "Intermediate Period [Mellanperiod]") when there is some indication of Baroque concerto-ritornello form or structure and multi-movement suite-like works, and the final (running the stylistic gamut ca. 1737-52) when all of the rest were written.
This overlapping periodization of the symphonies still begs the questions of order of composition, of stylistic development as Roman himself became aware of the latest trends in symphonic composition on the Continent, and of circumstances through which he might have been inspired or commissioned to write works in this genre. While there may not be enough evidence to date each of the authentic symphonies accurately, a view of several additional factors -revisiting the known chronology, the performance opportunities, the comparative development of the symphony elsewhere, internal stylistic evidence, and personnel available to perform the works-can be useful in narrowing the timespan, allowing a reassessment of the chronology.
Biographical details of Roman's life are closely intertwined with his compositions, and in that light the periods within which he wrote symphonies need to be re-examined. The question of when Roman began to write symphonic works depends upon two facts: first, how one defines a "symphony" and second, what occasions or performance possibilities existed, both during his career as one of the leading musical figures in Stockholm and following his retirement.
The genre itself was relatively new during the first half of the century; although Johann Mattheson first described it in his Neuerbffnete Orchester of 1713 as "compositions as are solely performed on instruments," his and other descriptions almost exclusively refer to its use as an introduction for vocal works, either in the church or at the theatre.5 The symphony appears not to have existed as an independent genre, although a suite-like version of the Sinfonia da chiesa had existed since the middle of the previous century.6 What did exist were generically lumped under rubrics such as (French) Ouverture, Suite, Sonata, or Concerto (grosso); these works usually consisted of a series of stylized dance movements prefaced by a two-section movement comprising a slow introduction with dotted rhythms followed by a fugue. The latter, commonly written for Northern European serious opera, was occasionally performed separately from the dramatic work as a concert piece.
During the first part of Roman's life, especially during his brief career in England as a professional musician and afterwards up to his second journey abroad in 1735, this was essentially the only type of "symphony" with which he would have been familiar, and datable works from this period clearly show his dependence upon these Baroque models with their extensive use of Fortspinnung, characteristic counterpoint, clear Baroque form and structures. Although there is little evidence of concentrated personal tutelage by composers such as Johann Pepusch and George Frederick Handel during his years in England--neither normally accepted students and were in any case far too busy with their professional careers to tutor younger musicians7--it is clear that Roman learned a great deal about the style and form of their music through actual performances in which he participated. When he returned to Sweden in 1721 as ViceKapellmastare, he was well-versed enough in the instrumental forms of the time that he was able to apply his knowledge to compositions of an occasional sort.
The works composed during this period, beginning with a Birthday Overture for Frederick I in 1725, all reflect this Baroque dramatic style, even though Roman himself "had no liking for theatrical and comic music," as a student of his, Johan Miklin, once noted.8 For the most part, these are all associated with some sort of festive occasional music; examples include the 1727 Cantata zu einer Taffel-Musik, the overture to a birthday cantata for Queen Ulrika Eleonora Freudige Bewillkommung of 1726, and an introduction to the so-called BrillopsMusik, a cantata for the marriage of Otto von Schwerin and Hedvig Charlotta Tessin in 1729. All of these are scored for strings and continuo, with an occasional pair of oboes (and bassoon), which, in true Handelian fashion, reinforce the string lines through doubling and provide some contrast. There are also several works which carry the designation "Sinfonia" or "Overtura da chiesa," likewise in twomovement overture form. These works (BeRI 37-38, 42-43) might have been appropriate in a Catholic country where the Sinfonia da chiesa form was commonplace, but they had no purpose within the rather strict Lutheran services of the time, although there is a piece of evidence that suggests at least one may have been performed in the Tyska Kyrka on the third Sunday after Pentecost in 1724.9 Another opportunity, however, presented itself; in 1731 Roman inaugurated a series of public concerts at the Riddarhus during Lent and Easter, possibly in imitation of both the Castle concerts established in London in 1715 and the Concerts Spirituels founded in Paris in 1725.10 Whatever model they were following, it was Roman's intention that they eventually develop into a seasonal series that both showed off the Hovkapell at its best and presented a wide variety of music for the public's pleasure. The composer himself stated this intention to "attempt to bring music such a position that, in terms of solemn music, it could be used in answer to the objections that were done to honor our nation.""1 For the first several years, he presented annual Lenten or Paschal concerts that featured sacred music, although beginning in 1733 he began to expand the musical spectrum by offering first performances of some of Handel's anthems, and subsequently during Carnival of 1734 a performance of a Handelian "Pastoral eller ett Herda-Qwade," likely the serenata Acis and Galatea, both in Swedish translation.12 But during Lent, he returned to sacred works, even If one accepts this suggestion, that the performance opportunities with the new Riddarhuskonserter combined with Roman's affinity for Handel during this period in his life provided motive and opportunity for the composition of Baroque overtures, then it is possible to suggest a tentative chronology. If instrumental works were used to introduce the Passion, the first two of the Riddarhuskonserter from 1731 and 1732 may have included Roman's arrangements of music by Handel as noted above. Their apparent success would then have allowed Roman to consider writing his own, based both upon the Handel French overtures and his own experience writing introductions for the various cantatas and other works during the preceding decade. The overtures in C major (BeRI 37) and G major (BeRI 38) would therefore date from his last seasons before his second grand tour, 1733 and 1734 respectively. Their high Baroque style and form, coupled with the occasion presented by the concert series, gives both motive and opportunity, although it is impossible to say which came first, since there are for all apparent purposes no stylistic differences between the two works. Thus Roman's first period of activity can be summarized as a concentration upon more or less traditional instrumental forms such as the French overture; the suggested chronology is listed in Table One.14 In 1735 Roman apparently received permission to travel abroad again, this time both to update his own skills and to become familiar Galatea," Scandinavian Studies LXV (1993), 33-34. Where Roman came up with a score to Acis cannot be determined, since it was not published until 1743. Its appearance in Stockholm, however, allows at least the speculation that Roman himself knew of the work and its performance at the estate of Lord Chandos in 1718; it is possible that he even participated in the premiere as a member of the orchestra, though there is no evidence that has survived.
'3 The fact that this work appears, in Swedish translation by Leenberg, only a short time after its premiere in London may suggest that Roman was in direct correspondence with someone in England, possibly even Handel.
14 See Bengtsson, "Instrumentale Gattungen," 1oo. Bengtsson also concurs with this early dating, noting: "Offensichtlich geh6ren die meisten franz6sischen Ouvertiren einer relativ frfihen Periode an, etwa der Phase von den zwanziger Jahren bis 1735." It is doubtful that Roman composed any symphonies during his tour; there were few opportunities, and his purpose for the trip was as an observer rather than as a composer. There are only two sorts of works that date from the two years spent abroad, both written apparently for specific occasions, the aforementioned minuets and a sonata. is entitled in the authentic sources as "Sinfonia overo Partita" 'a la Schulz--and the appearance of obbligato instruments mirrors the ripieno concerto that Roman observed in Italy. It retains some of the older severe French overture style in the first two movements, although the introductory Largo's dotted rhythms are smoothed out somewhat and the second movement's fugue owes more to Corelli than Handel with its leap of a diminished seventh in the main theme. Baroque suite remnants are found in the fourth movement Gigue and the fifth movement Siciliano, but the seventh movement, a minuet, is strikingly modern, as is the fast-paced Italianate Presto that follows. Because of the mixed styles, the insecure generic nomenclature, and the conscious attempt to imitate at least partially the new Italian style, it is likely that this work was written shortly after his return to Stockholm, probably in 1738, when memories of his experiences were still fresh in his mind. It is even possible that this work is a pasticcio, with movements cobbled together from various periods of his life. Bengtsson noted that some stylistic incongruity was evident in this work (and others), although he preferred a timespan in the early 1730os rather than later. 25 The sixth movement of the Suite in D minor has an indication that might be of some aid in the dating process; the sixth movement is by S. Buschenfeldt, one of Roman's colleagues who died in 1740. Bengtsson noted that this Suite, the other sources of which also list it as a symphony or partita, was stylistically more advanced than the one in C minor: "The suite was remarkably closer to Roman's symphonies with respect both to formal references and the many details in question."26 The homophonic texture, the use of triplet and sixteenth accentuation, and the rhythmic-melodic structures all point to the new galant style; Buschenfeldt's contribution, evidently placed into the work by Roman himself, is the stylistically least advanced of the movements.27 The instrumentation, however, is not far removed from the C-minor Partita, indicating a similar span of between 1738-40 for its composition. This is also circumstantially confirmed by the sources, which indicated the variable nomenclature of the presymphonic development. That Roman had a high regard for this piece can be seen in its partial reuse, evidently some two or three years later, as a "Sonata" for orchestra (BeRI 103), about which more will be said presently.
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The Suite and a necessary change in the programming of the Riddarhuskonserter.3s On the positive side, it meant that a new orchestral sound, including horns, was introduced, offering composers of the city an expanded timbral variety.
The years 1740-45 were pivotal years in Roman's stylistic development, since he had to assimilate all of these changes quickly. No longer was he given the luxury of slowly adapting his own style through experimentation, and during this period, one finds that a rapid growth in the new galant style was experienced. There are at least four works that show this change; although they too are transitional works, there is stylistic evidence that Roman continued his attempts to redefine his own style through them. Possibly the earliest of these is the "Sinfonia overo Suite" in E major (BeRI 3), a fivemovement work scored for strings alone. The broad formal overview of this work shows that it is an arch form, with a pair of relatively fast movements (a Gustoso plus a Vivace and two Allegros, all in E major) flanking an Andante in the subdominant (A major). All five of the movements are in a binary form. Although the first two have some of the characteristic dotted rhythms and counterpoint of the French overture, the Vivace, with its 3 descending scalar theme, is most awkward contrapuntally, for it devolves into a brief series of imitative passages that all end with more or less homophonic statements. 
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criterion, then it becomes more probable that this work belongs to the transitional phase of his production. Since it is a considerable advance on the multi-movement suites suggested for the period 1737-40, it is likely that this symphony dates from ca. 1740-42, about the time that Roman appears to have become aware of the stabilization of the genre, for the internal evidence points to an attempt on his part to write (or at least put together) a shorter, more cohesive work that fits the definition of neither suite nor symphony precisely.
There also exist two other experimental works that show Roman consolidating his instrumental style; the so-called string sonatas a3 in D minor (BeRI 103) and B-flat major (BeRI 102). Both are written for three parts, although it is implied that the violin part is to be performed by both first and second violins unisoni. The first is a barely-revised version of the Suite in D minor (BeRI 6), which lacks the latter's second movement but includes the insertion movement by Buschenfeldt. Why Roman would make such a revision is unknown, but it is significant that the reduction in orchestration, eliminating the doubling winds and consolidating the violin parts at points, seems to point to an attempt on the composer's part to pare it down to the three-part sinfonia standards that seem to have appeared in Europe during 1739-40, particularly in the published works of Sammartini and others. This means that it was composed concurrently with, or shortly after, the Symphony in E major as a practice model for his final transition period work, the Sonata or Symphony a3 in B-flat major, which can be subsequently dated during the next year or so. This work, whose style and sources Bengtsson clearly noted as being "the 1740s rather than earlier," is likewise in five movements, showing in its thematic development and rhythmic structures a similarity to the E-major symphony/suite.34
It was during the early 1740s that Roman's performances began to receive some competition. Prior to this time, the public concerts had mostly concentrated upon sacred music, but during 1740, beginning on 3 December, a second series of concerts appears to have been offered by a "Musikaliske [sic] Academi" at the Raidhus, which were held every Wednesday through Easter.35 This had serious ramifica-34 Bengtsson, Roman, 405. Bengtsson particularly notes that the fourth movement's "pleasant theme and melodic development" would have been completely foreign to Roman's earlier period, being reminiscent of the final movement in a relatively late Symphony in F major (BeRI io).
tions for Roman's concerts, for by 1743 there were indications that his were in serious financial difficulties. In a letter dated 9 July 1743, his second in command Per Brant wrote that he himself had gone into debt to salvage the series.36 This meant that this competitor was providing the Stockholm public with something they were not receiving in the official public series, namely popular genres. Indeed, a concert produced by Leopold Commano at the Radhussal on 23 March 1743 featured music "de la composition des meilleurs Maitres de ce tems [sic]," which implies the latest foreign works and probably included some of the earliest symphonies of the period. This may have been the reason for Roman asking his colleague Agrell and perhaps others to forward to him some of the latest works from the Continent, which they did beginning in 1742.
This circumstance may have been altogether too much for Roman to endure, however, for it is clear that he was considering a permanent withdrawal from Stockholm during the spring and summer of that year.37 But in October, the new crown prince arrived in the capital with his court amidst "Musique och dantz," signaling the dawning of a new era. Roman had no doubt heard of Adolph Frederik's private Kapelle beforehand, and it seems logical that he might even have been anticipating their arrival as a means to expand his own musical style. He certainly knew that a combination of the two orchestras would create a fuller sound, and the addition of the horns would have enlarged the texture considerably. But he was probably fairly unfamiliar with these instruments, and it appears likely that he once again attempted an experimental work that would serve as a test-bed for future works.
In his instrumental oeuvre there is one piece that appears to be just such an attempt, the Ouverture/Suite in F major (BeRI 5), which is a complete revision of a suite written several years earlier (BeRI 4). Why he chose this work is unknown, but he appears to have reduced it in size from seven movements to four, which is in keeping with the trend toward the traditional three-or four-movement form of the early symphony that is evidenced in his other works of this period. 
with the cantabile Larghetto (the first surviving movement of BeRI 4) and the fast-paced 4 Presto (BeRI 4, Movement 3)
. This combination resembles the three-movement Sinfonia, albeit with an extended first movement. Bengtsson expressed some misgivings about this opening being originally intended for BeRI 4 because of the orchestration, but the horn parts are so primitive and non-contributory to the whole, that they can be omitted (or occasionally replaced with the doubling winds) without damaging the structure of the movement.38 Whether or not Roman actually intended this revision to be performed at one of the concerts is unclear, but the multiplicity of sources does indicate that the work was accepted, though perhaps not by the intended party. Indeed, it became clear rather quickly that the Ducal Kapelle was not going to be integrated into the Hovkapell, and moreover, their establishment of a rival series the following year-they actually usurped the Radhus concerts-gave Roman notice of their intention to compete with the understrength and economically-weak official court orchestra. Finally, with their connections in Northern Germany, these rivals had access to the most modern genres on the Continent, which they no doubt obtained directly and put to use immediately without the long, tedious process of development that Roman had undertaken. While it is true that Roman was independently moving toward the traditional symphony of the period, his progress was rather more deliberate than the mainstream, and when his sphere of influence was penetrated by those who were familiar with the latest trends of the new genre, his own efforts could not be seen in any manner other than plodding and out of date. The tentative chronological order of this second period can be seen in Table 2. It is hardly surprising, therefore, that Roman felt himself bested to some extent by the newcomers, especially since they clearly made an effort to establish themselves as competitors both at the separate courts of the king and crown prince, as well as in the concert hall. In Since there is a secure dating for these pieces, it is useful to consider the various items that identify them stylistically. First, the Symphony in F major was apparently written as part of a larger celebratory work, possibly a multi-movement suite. The circumstances, the birth of Sweden's first crown prince in fifty years, were cause enough for a commission, but the fragmentary state of the source material and its peculiar designation as the "middle parts to Printz Gustafs Musique" beg the question of whether Roman was actually asked officially to write the music. The Ducal Kapelle, of course, had its own stable of those considered modern composers, and since this was an event particular to their ducal family, it would have been more likely that someone like Johnsen would have received the commission. Roman himself must have felt somewhat ambiguous about his project, perhaps even uncertain whether or not it would be accepted, for he seems to have kept this three-movement sinfonia as a unit separate from the now-lost other movements. This instance is also supported by the varying instrumentation; versions both with and without the two horn parts exist.46 All three movements are in F major, and though they show differences in tempo, this fact reinforces the ambiguity between symphony and suite that Roman must have had. But there is a considerable advance in style between this work and the three-part Symphony in G major from nine months later. The terminus ante quem for these symphonies appears to be June of 1747, when Roman returned briefly to Stockholm to fulfill his duties while his petition for permanent leave of absence was reviewed.5o Although his main goal during this time was to prepare for a formal presentation to the Vetenskaps Akademi of a sample sacred composition demonstrating the adaptability of the Swedish language to music, it is likely that he took the opportunity to plan the revival of the Hovkapell and Riddarhuskonserter with Brant, as well as to study the latest music that was being imported and performed at the Ridhus by the Ducal Kapelle; knowing that his permanent leave had been granted probably relieved a great deal of the competitive pressure, allowing him to observe the musical trends objectively. It is also likely that he either showed or delivered to Brant his recently composed symphonies at that time.
By 1747 further increases in the scoring to incorporate a pair of winds (either flutes or oboes, or sometimes both) as well as the development of the four-movement symphony were beginning to appear; Johan Agrell had just completed several symphonies in more than three movements that were sent to Sweden, possibly to Roman himself.51 It is doubtful that the composer was unaware of this circumstance, which would doubtless have shown him that the threemovement church symphony was not the most viable form. If he was going to continue to produce church symphonies, then they would have to be in at least four movements. Moreover, the latest works augmented the orchestration, which may have been problematic, if he were relying upon the Hovkapell to perform his works; although they had generic wind players, they lacked the horns of the Ducal Kapelle, and further, the winds were more used to playing colla parte with the strings rather than as harmonic reinforcement, their role in the new style. Nonetheless, Roman might have taken this as another signal to continue his experimentation.
There It is difficult to tell anything from these eight works, apart from the fact that they appear in some sense to be linked as experimental symphonies that show attempts at writing in a four-movement form that becomes less and less associated with the church symphony over time, and that all eight demonstrate a progressive instrumentation, through which Roman gradually appears to be mastering the introduction of a Classical woodwind texture into his symphonies. There is no evidence that they were written with any particular purpose in mind, save as further progress in mastering a new genre and possibly for use by Brant in the public concert series in competition with the Ducal Kapelle. There is some circumstantial support for the latter. In October of 1748 Brant instituted a revival of the Riddarhuskonserter on 1 October, offering a series that took place on each Saturday throughout the winter. Although the content of the concerts is not mentioned, the announcement noted that it was "His Royal Highness's Kapelle especially strengthened [H. K. H6ghets Capell, med en ansenlig f6rstirkning]," which allows no other interpretation than that Brant was able to increase the size and probably number of instruments for the concerts.ss This may allow some speculation that, if Roman's symphonies were written for the Riddarhuskonserter to be performed competitively as he and Brant may have discussed in the fall of 1747, then it is possible that all of these works noted above were written in the space of seven or eight months in 1748. By 1750, the symphony had come into its own as a popular genre; moreover, the use of oboes and horns to supplement the strings had become standard practice for these works. Although there are no critical reviews, it can be suggested that, if the four-movement symphonies were written and performed for the public concerts in 1748, then they were successful enough to keep the Hovkapell in operation through the following Spring. This might then have inspired Roman to make one last attempt to update his works in this genre by finally bringing their form and orchestration up to the latest galant style. The last four symphonies all show this continued stylistic progress. The Symphony in G minor (BeRI 30) is apparently the first of these works to use the standard pairs of oboes and horns. Although there is considerable obbligato music in the former in both the second and fourth movement, the last of which appears to be a slightly misplaced and awkwardly barred I minuet, the scoring for these instruments is fairly primitive, having only two or three chords. Only in the final movement are they given some measure of prominence, and then only in the first section. After this, Roman seems to have reverted to the three-movement Sinfonia for his last two works, the Symphonies in D major (BeRI 12) and G major (BeRI 19), the first of which calls for two flutes and later for two oboes. Each of these works clearly demonstrates his last word on the subject. The opening movements are characterized by split triadic main themes, full textures, and an attempt at some periodicity. The scoring is freer, with obbligato lines being used in the winds as contrast to the strings. There is some use of string ostinato instead of the more contrapuntal inner voices, and the Symphony in D concludes with a brief scherzando. In all aspects, these are mature works of the galant style with barely a hint of Roman's Baroque heritage, and as such represent the culmination of his development of the genre.
There can be no doubt that these are late works, although it is equally difficult to place them precisely. 
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Admittedly, this entire discussion has been based primarily upon several assumptions. First, that Roman's works were the products of a composer trained in the high Baroque style who made some effort to modernize himself in the face of the emergence of the new style now collectively called Classical. This implies that stylistic changes occurred as the result of a certain series of experiments on Roman's part, based upon his study of this style. Second, there is the assumption that Roman, whose main interest during the later period in his life was the adaptability of sacred music to the Swedish language, nonetheless found an opportunity-and perhaps a competitive impulse-to write concert pieces of this sort. Third, that Roman's sense of instrumentation and the forces available to him can be used as a determinant of chronological development. And finally, that he was himself interested in the creation of a new genre during this time of fluid generic nomenclature, and that he regarded the writing of symphonies as his own particular contribution toward making Swedish music current with continental trends.
The evidence for this type of chronological organization remains highly circumstantial-Bengtsson's general period of 1737-52 still remains a likely overall timespan. Nonetheless, there does exist some evidence to support the assumptions. First, there is little evidence to suggest that Roman's music was influenced directly by the more lyrical melodic style prior to his visit to Italy in 1736-37, and therefore one might expect music to be written more akin to his early models, Pepusch and Handel. The various overtures all exhibit parallels particularly with Handel's mixed Baroque style; the slow, dotted rhythms of the introductions and the intricate linear counterpoint of the following fast movements. Second, after his visit to the Continent, he would hardly have been unaware of the emerging new genre, although the symphony itself took the better part of a decade (1735-45) to become established. Here too one finds that certain Roman works exhibit mixed stylistic traits that show the coalescence of the various Baroque styles and multi-movement forms into a single identifiable genre. Third, the idea of direct competition with a highly secularized and proficient ensemble, which might have served as an impetus for the writing of symphonies, exists in the apparent creation of parallel public concert series in Stockholm, beginning in 1743. When Adolph Frederik arrived in Sweden, he brought with him his own orchestra that had been trained on the continent and had likely been updated with the addition of independent horns and winds. Since the official Hovkapell of Frederik I, for which evidence exists of a sort of laissezfaire neglect, and the Ducal Kapelle were not merged, Roman, even though semi-retired, nonetheless had the need to establish some sort of competitive currency in the former. Again, there is evidence that, whenever Roman was in Stockholm, the Hovkapell seemed to undergo a period of revival, while during his absence the state of disrepair returned. While this may seem unfair to Roman's pupil, friend, and successor, Per Brant, the documents of the period show that Brant failed to wield the power or respect that Roman did. Finally, there is the evidence that Roman's patron, Adam Horn, himself developed over the years a small local ensemble at Fogelvik, which would have offered Roman yet another opportunity to write occasional works, such as symphonies.
While the speculative state of the evidence precludes a definitive dating of Roman's symphonies, the clear stylistic progression from the high Baroque Handelian style to the more homophonic, thickly textured galant style of the middle of the century indicates that these works represent a sense of progressive development. The composer, like his colleague Telemann, was interested in keeping up to date, and yet his own experimentation in the genre produced works that were both unique and singular. These works show a mature composer who is unafraid to develop a new, untried genre even though his own interests may have been in another field, vocal music. Further, despite increasing competition by newcomers, better versed in the new style, Roman was able to endow his efforts with greater concentration or ingenuity than theirs, thus becoming Sweden's leading composer of the early symphony and one of the principal figures of the galant style elsewhere in Europe.
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